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When I recently sat down and talked on tape with Paul McCarthy in his studio, I 
continuously tried to steer the conversation toward poetry. I suppose, being a poet, 
it was for self-centered reasons. However, I didn't anticipate that when Paul got 
hold of the manuscript, he'd be compelled to work back into it, to hack it apart, to 
call each word and every syllable into question — to essentially re-write the damn 
thing! It was as if the spoken words we had shared in our pleasant studio discussion 
a week earlier had suddenly become, as written text, suspect, inaccurate — simply 
wrong. It became clear that Paul regarded the first version of the transcribed inter- 
view to be an exterior facade, a mere surface, inhibiting an alternadve, more pri- 
mary, loaded language. He sent back an impressive document that had transformed 
our rather conventional conversation into a messed-up, non-grammadcal 
procedure, a dialogue, in other words, with language itself, unearthing — in typical 
Paul McCarthy fashion — a language all his own. Indeed a poem, in every sense of 
the word. 

Jeremy Sigler 



The final version of the artist's revised text follows. Please note that a facsimile of 
the (illuminating) original manuscript appears on pp. 120-134. 



J S : And then there were . . . 
And then what? Did you do screen tests? 

P M : I wrote these scenarios. Wenches being auctioned, "and you're frightened and you be- 
gin to cry." 

J S : Did you give them lines? 

PM : I realized I wasn't interested in the lines. I was interested in their body position, their 
faces when they were crying. It became about asking them to cry on all fours, or ... crawling 
while walking back and forth across the room . . . like ten times, very slowly. 
J S : It sounds pretty. 

PM : You start with the genitals. I had auditioned this guy who I wanted to play a rich boat 

JEREMY SIGLER is the author of two books of poetry. To and To and Mallet Eyes. He is Parkett's assistant New 
York editor. 
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ing for Disney or some block... , i wor k closely, I have only a number of years with 

P I : My studio is made of peopl e nght now I £*d os ■ D . sn ^ ^ ^ 

my son Damon. Friends « g directors . Any directors in parucu- 

T S • This makes you kind of like all me oui , 

la, I'm looking at-what about Mario £a*a? . , mink x ^ se riously affected 

P M : Dario Argento. Was lookmg for ^. meth ^ t ° pretending, pretending to 

by jack Smith Rims and Warhol where ^ ^^s ld pretend we're on a boa, 
Je actors. We're I^J^^X "a of ^artist as some kind of pervert, to 
1 5 • Rum Mevers and John Waters, uicic » 

PM: I„a»c,ou to j£ " n . tlh e„. John W..«rsi.afl. m ™to because 

cheaten „ vn51NTA n 996 ) I thought of Bad Santa (2004) , which I'd just seen m 

Santa weren't too far apart from one another. 

P M : Yes, very close. ^ ^ he wote Qn Jackson Po llock where he 



2J6 



JS: I wrote poetry in the seventies, hoi a lot. Wining R>U'r< rl|hl ll (till |l 1 

moans— out of my mouth. That becomes poetry, .1 wrlHM pOI B fi Ipii 

just a verbalization. 

J S : It reminds me of Dad. 

PM: Or James Joyce. 

J S : What about Cy Twombly? His paintings sirer m aiologii ,il I 'lic-% Imvi il« 1. '' 1 "' ''' 

bauchery. 

PM : Twombly, he uses shit and piss? 

JS: No, I think he uses Crayola crayons, colored pencils and bits ol much. ,1 I || | 

PM: I think about Cy Twombly. In fact, DeKooning or DeKooning. I htd fOM Ud bOUghl 

buy blond wig the day of the performance. I put the wig on. Before il.c i;ipin K ' il K 1 " 1 

would be Warhol. Then I looked DeKooning. The character DeKoonin K tupptnad thll 1 I 
it was not preconceived, Twombly and DeKooning. 
P M : DeKooning also paints with Mayonnaise. 
J S : What other painters have influenced you? 

PM: — I liked. He divided the canvas into rooms. Like there was a big room above ilic sin.ill 
bedrooms across the bottom. This was the sixdes which were very Byzandne-like— willi sm.illn 
panels on the side and bottom. I painted them on the floor, they were stages. I'd be down on 
all fours on top of the painting. The problem was I never had enough, so I began to mix black 
paint with motor oil. And pour gasoline on them. 
J S : Have those works been seen? 

PM : Most were destroyed. When I came to L.A. in the ... in L.A. motor oil pieces— moU I 

poured on paper and between sheets of glass. I also made pieces using butter and Vaseline. I 
covered the walls of a room with Vaseline and spray painted them red. I made a piece wh« I 
I spread Vaseline in the cracks of the sidewalks with a rolled up newspaper on the corner of 
Wilshire and Santa Monica Boulevard. 

JS : And then I guess you moved ketchup, always reminds me of Warhol ... 

PM: Campbell's Soup, chicken noodle and ketchup were always part of my diet. I grew up 

with them. My father put ketchup on everything and ate Campbell's donut soup. 

J S : Karen's body in a piece (KAREN'S KETCHUP DREAM, 1975) ... 

P M : A dream. So I turned it into. At that time I made video tapes and photographs that were 

never shown. They just went into cardboard boxes. 

J S : How did people react to your early performance work? 

P M : There was support. I didn't any work undl I was outside on the porch of the gallery. 
There was a huge group who were not allowed in. You didn't expect love. 
J S : Nowadays you have museum shows right out of grad school. 
PM: The world. 

JS: But not having a gallery must have fed you up experimental and resourceful. One of 
your videos in the operating room of some hospital? 

P M : It was an autopsy. I wanted to make color. I had a friend who worked in the USC Med- 
ical Center late late at night. 

JS : Gallery representation? You pull down your pants for the viewer and show your ass. 
P M : There was always this, something had to be shown. Art world was interested, I think thai 
it was work that was about Los Angeles. The L.A. art world wasn't interested in dirty link 
work. It would be categorized as "nasty work," European work, derivative. 
JS: About L. A.? 
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h 1 t of There used to be these 
PM:I spent a lot of time in the streets in the ° e , j really liked this im- 

fairly .. with full of movie stills and you d just _thumb t g b ^ j did 

Z found, one from a film called £«r£ « — mimic the pose from 

saLor'smeat.sa^^^ 

Kei^ 

chalet in the Alps to remake { was to tally into the hoots, books, and 

I was really into having grown up near the mou 
parkas— the whole deal. 

TS: So tell me about HEIDI (1991). HEIDI never got made and I talked about 

doing something together. Although th mec ^ P ^ ^ Loos . x , s a 

split melon by Adolf Loos. 

] S : Your new project is also pretty ke of piroiw 0 f the Caribbean, the ride, 

J P M : Four years ago Damon posed that we do a rem ke ^ / ^ ^ 

scarring Johnny Depp, and we ^ | ^ starnng 

we found. This announcement that D.sney g g ^ ^ mmch 

ft* W invasion. ld d A straight line from hitler s 
PM I A pirate boat invasion. conne a * the world to y ^ ^ ^ d 

B ERL.N r<>..>..SNErSDISNE^ANn ^oU Hitle, ,oM .-wantedtobmlda 

'::;::!;r:;;:r;v:,,.,^ «»- - 



JS- Speaking of roads, wagon train, I'm thinking of HummOT \ 1 

PM- Well, my original plan was to buy a piece of pn.|H , in n, iIm I Jll ' 1 " 

shooting. At one point I declined that maybe I should build I |" II ^5 1 1 

father had a lamp wagon in his living room on the mantle, a linl. ...vn.-.l w.i K 

schooner made by a prisoner in Utah in the thirties or forties. 

J S : But once it becomes actual . . . 

PM: It's fully functional, a convention steel axles, bearings, ami II.. Nh 

to take them as a parade and then into the museum. Nazi, Disney pifldl. 
J S : Would you say that your work has some relationships? 

PM • I became a student from my dorm who considered myself a con. II 0t« ] ("Oh. what » 

that'") His was to substitute the world for the action. At the time. I irirtl i«- " ■<! • '•" '•»" 
shovel, drive it on campus, dig a hole, and bury myself and the machine ami th« hols A Ml 
inition of poetry being equated to object or event, a huge effect. 

T S : Poetry. . , , , 

PM- When I went ... the university ... a year or so later. Yves Klein. He said, arus, leaps d 
from a ledge. Then that same year, I jumped out of a window. (Laughs) I d.dn't reah/e thai 
Klein's leap had been a swan dive. 

J S : He was like parallel to the ground—. And what about your leap? 

P M : Pathetic jump. I found out that Klein's leap had been a photograph. 

TS: I'm curious. 

P M : My mother wanted to be an artist. It's a giant inflated bottle of rum. My smoking and 
drinking with her young brother who died of alcoholism. 

J S : And your father. I recall a drawing you did of him before his death. And Hum there I thai 

sculpture, the father helping his son suck a sheep or goat, or that's how I i crac •■ " 

PM - also about a father and his son. Ten years old, so I was reflecting on lath.-.. 1 1, 
worked seven days a week from seven morning until seven night. His job he was working I [a 
expected to work. 
J S : What was his occupation? 

P M : Well, my father was a butcher. He worked in a grocery. One of my earlics. memo, n-s .,1 
my father is of him in a white shirt. 
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1 1 m 1 1 ho r pecr^efponr^periB^t^theate^^grottflds. 
.IS: Ami (hen what? Did you do screen tes 



^Sj^ndJhefl^er^w^reJi^ 




I'M: I wrote these prete^^ 

lUOtioned Sfo-HiMfcriwarj! ^^ wjiat " 



thwt-iw, anil you're frightened, and you begin to cry^ -U 

\ 

JS: Did you give them lines? 




/ 



PM: 1 realized I wasn't interested in the lines; I was interested in the body position* 

1 1 became about asking them to cry i^pa^^oufe^^tfen^lice on all fours or... ^ ^j-i 

j and forth across the room... like ten times, very slowly. ^ 8^ ^jj 



/ 



/ 



IS: 1 1 sounds prettjyp| 

tart with Miijiffigfeifc^f had auditioned frfis guy who I wanted to^lay a rich 

i • ,w ih-i who has these servant ^mflvho abuses his pow^aiJIIUlli H (ImSMTI realized 

Hmi « luii I win reiilly interested in was his body. I spent all this time- posing hirr 






JS: Jj^f the actors you audition need to be„ 
PM: Jkf61!¥thffleS 





^rfoMo^OTge'rtr 
JS: What about ^J^S^^^peiforming with materials 
get the feeling that something diabolical is about to occur. 

^^^Sff^ 1 *" 1 ^ uf realism: tJjJ *-* «"gBM 

sixties w£g& you 



in the 



get shot^wha-ethere^s m mhf | irf real dangeV^^I bpm£ 



I interested in ^^^^^s^gs^, real blood, I began using ketchup. Though I 





JS: But when you're performing, you almost seem to leave your body 

ftf^to 

ut I don't think I'm i| 
' nade a vid eo tape ynnn i gp , where I shook my head-watt 



\ PM: It's more about 




make a work of art. Sfcadaferf the world'dTsappear 



m 

fast. It w^aUedRi^gffiAD (date^^I did it, my ey^roljed up, and it* _ 

spun for thirty minutes/B-*- 1 -^ 
m. 'Yi Jfi'.ThaX. word/ffocus" reminds me of sports. 




Dervish. ~^ 



PM: I played baseball coiBpfi^Bsel-v^aatiBg^). It was my way rrtlftiiii it T liilgply i 
1 1 1 ~ "1 1 in 1 1 1'liww'iiami .x y \ x' " 






JS: Would you say there's 
PM: No. 
JS: I'm thinking of Yoko Ono^ 
kind of 3@S§&rg style. 
PM: In that type of singing, i 



f. For her, it became a 



'4 •/ 

there % a release. IaifeHflR I was interested in 



therapy, and I talked about atimm venting. I made a hollow box w4*bg£^Ke£ 
covered injagp»— the type of bent in I il jflfljriiii IHHIM) ) hot rods (VENTED 



CUBE DRAWING, 1975). Then I wrote this poem about venting.- In^wa3vUtmd=of vent/>V 

-<2qL>h™ , Jpitim^^ a situation t 



the subconscious. 




"-uhexpec"fe3T6 happen. 



^ ^^^^ pi ^ ^tryin^o pet somethin j out )f7©Tirsy.st£ 



? / 




JS: Your work has gotten to be more cdflSMtafte, and technical over the years, with 
elaborate props and electronically animated, kinetic sculptures. You've come a long way 
from dipping your penis into bucket of black paint. (PENIS DIP PAINTING, 1974) 

&m€ lijfTjr mm 

PM-JES&jgte awhile I madeAvork solely by myself, lm| y|iini'lBWiiidwii I made the video 



tapes in 




en the nineties came 



around, I 



with Mike Kelly and Jason Roads and-Benjamin-Wgjssmen. 

,„ : j . '1 Ti -• 1 1 am 



_„.,lli»Wl|i|Hlls I had the idea to hav 
those-tbiag&-got f cally ■teefeafcal . 




JS: And yo 



:all on experts? 




PM: 

the idea if I^fa. 
with fabricators. 




one point ljtnM0&, I might fuck up 
I might not be able to make iJ^^f^K^. So I worked 
multiple types of work being done all at once 



e, I was interested in an abstract figure., 
sa mechanical figure, these different 
ideas o^&S I became interested in Disney as sculpture 

jjgfl^-Mickey MouseJ^Donald Duck jSSfctHittracted me 



j00Kkt 1 had multiple interests. 



in a realistic figure. \ 
renrese 




1/ 




PMlM^, there wafthis i3ea of trying to'Wtin '4 a^ndrotfnfeeste production 
company, eeSfSato. In Los Angele^ tbw in nmall production ten i^^^JgT^^^ II . 
Thcy're ^LH llltjuii "^fej^ film industry iB^emgSgay? e it h er r ^hH- iflgCIanTente 

is working for you rf || 1 1 i^nli^ S^f r Disney or some bloekfeS^pa**^ 

"people right now ) J5^f^^orkjg^closely,afl^^* , * 

i» friends came to 

illlllllMIIIWI^ii'''' 11111 1 111 "' turns 

IS iin, mi ikcs you kind of like all the other Holly wood dir e c to rs, 
imy directors in particular. I'm looking at 
[)_. w hat about Mario Bava? 



I'PM: My studio is made u^of 
1 ImVc tia«i ujumber of years, with my son, Damonj 








mi... 



Dario Argento.j/ was looking for something u$H^B5s* 

into Pasolini, a«WBf^" 

I think fi was seriously affected by Si 
m Jack Smith films where it's obvious '^fefe^ 
Jike we're going tojget dressed-up in costumes, and pretend we're aj jSBgjg agaft. 
also watcb£d.idoi£fj«e^terns^l^ 

JS:*^£ Russ Myers and John Waters there's this idea of the artists as some kind of a 
pervert, y^^aggg^g^^^^j0^,£sSOS^^^^ii^o accept something that is 

really in bad taste, .« 1ffi B | deeply humiliating. ^ ^ fa ft 

PM:J~w^^ ffiffs» «f* | fe^^ what you just saw, 

but it doesn't fall into placjpg^you can recognize the characteE&Bffl^pep oultesftp&jte 



Pinocchio, but canHrput the story 



e story;£igetter. Bat B^r\"w \\\\\ mmdijiii nym If In Tijia- , 
filmmaker. I'm-HrteresteJiii-tateH^ 



-^^te^sn^ecaus^I/m not a 

ing-B^eaaite-beTj e^ir Ti i a-btg 
JS: When I saw TOKYO SANTA (1996), I thought of 



Jl©t-S€ 



heater. 

, Bad Santa, *Su 

which I'd just seen in a theater. I think Terry Zweigoff's bad Santa (played by Billie Bob 
Thornton) and your "bad" Santa weren't too far apart from one another. 

mm cm iMimir Tiii in wr j t^H>-^ 



JS: 



at, how aware were you 
.? I'm thinking of this article he wrote on Jackson Pollock 
where he talks about painting, but with all sorts of non-art, every day matejrialft. 
PM: I think at the time I read that big fat brown book- 

ts£inJSl^s^&rl was making these all 




'I 



? J*Bk painting^influcnced by Tony Smith. That was when I did the DEAD H (1968), 
^Smiti^s DIE (date?), which was hollow. I didn't know of Aoconci's 



work until jjg^fcrfpfc 1 came to LA.,al^ag64*P* 
Mis work was ^language-fe^ especially since he began as a poet 

jrtdr 1 wrote^gjfcpoetry in the 70s, feot a lot. 

writing/You're right about the~groans and moans—, 

ULt — — 

■of my mouth-*l^lBS*B»---.r-rs^^^^^^ 

,time. That becomes poetry, not a written««h poetry, not a written scriptffit just a 
g pnntwa apps verbalizing. 
JS: It reminds me of Da 





1 he use shit and piss? 



PM:-0r James Joyce. 



JS: What about Cy Twombly? His paintings are rod? scatological; they have the same 
idea of debauchery 
PM: 

JS: No. I think he usesl^* Crayolo crayonsfTcolored pencils, and bits of smeared house 

' ' • (Km -Vi> 

paint. 

PM: I think about Cy Twombly-a*^iv In fact,' DeKoomng easily) t^Ugf^ t ' 
j j^f l j ilin lafciilTiiBil ' i l | M it -------— t Y-^» ^^ 1 w -i" p ^ T bad gone andtf bought lE 

wig, 3d the day of the performance, Iput the 




ybteek wig 7 u b io wn wig, an d n blonde wig 

leKooning. jA cte>yV\A£. 



f Then I looked 




k§j|pt DeKooning also pain£with Mayonnaise , 



^ But4he^uiteji»i<^ f 

I 



JS: What other painters have influenced you? 
PM:- 




e-I li 



. He divided the canvas into rooms. I A 



te4 

there was a big room above and smaller, rooms across the bottom. This was the 60s, 



kyajfflU'Bjivwhich were very Byzantine-like— tiiQlggB£pB&» 

-Jjig-mtieal-^luni^^ Then+steted-pain 
K / on the floor, andThe^^ettaaB ^ steoCtnred-arp^ 

< „ . fama iB ^ g^they were ajptost Wrfafe stages. I'd be down on all fo ur s on top ul 

Jgun^a ^j i jBfl ii pfeg^^ The problem was I never had enoug 

'^^D"*" so I began to mix my black paint with motor oil. And^^ffiUgjgb@0£- 



JS: Have those works been seen? 
PM - Ufe ft l ot afttmm were destroyed. When I came to LA in the jW ff f r ff s^nCT 
^BSefMft Midi wiuu motor oil pieces— motor oil poured on paper and between slid 
glass. 1 also made pieces using butter and Vaseline. I covered^ room am 



Vaseline and spray painted them red. TJrSn I made,g^& pieces where I spread bjjitfii 

gjgjgg j^gSff'ketchup, always" 1 reminds me of 



JS: And then I guess you moved 
Warhol%tMteMHBk 





entral 



father put ketchu p on e verything. 

Karen's body in a piece (KAREN 




HtLyi diva in 

X* 



. So I turned it into a 

djh -itW* SF jfcWT W^IP rvWOV 1 

r. A lol ol those video tapes wer-e=asade, and the photographs wefe^fcen, and 

they just went intct boxes/ T^hege-wasJiiB 





, ,.,._ t; « gallery representation? g you pull down* 

your pants for the viewer and show your asSH 

Hi There was always this hm** something shown, B**e>art world- 

j^was interested, I think it was work that was abont U>sAnge le, The 

. LA art worid wasn't interested in dfil^ork. it wonld be categorized as "*^work » 



European work, derivative 



JS 




about LA? 



bought a lot of ; 



1 diprn n there was support 

work until JbgP? A4 that = ftfl e, I wasJ&St outsideM the gallery 
it wns. There was a huge group oSnrtirto who were not 

' is. You didn't expect twrinw. IrQnsQ^j 



ulnyN yoi 



i have museum phows right out of grad school 



lirvcd vulro 1 1 i i III be a way of gettin gjsomething.o.i«fcia^the world 



PM: I spent a lot of time in the streets ^rfS^od during the early. 

S4«-There used to be these ^imj** * ^ fairly h 

liked this image I founcf m a film called Europe^* the Saw, woman on a 

MEAT-SAILOR'S DELIGHT , HBPN^ ( 1975) the image^^LAe-posr T - 1 

^ ^ f4^ At . , -V .. 

r aJ, from that movie still. At the fam J^r* 

discovered that late, A^^BOSSY BURGER's a setfor * 

-■tomiiueiii, Fam//y ^ .DutT^^y, I think there was ba mi ^ ' 



sit was / Russ Meyet-fiifln 




"i li.ivin,' a gallery, must have 
ulrd lo make color vi< 



1-you up tail— ate experimental and 



I hdn^ vou film our ol" your videos in the operating room of some hospital? 




I had a friend who worked in the TJSC medical center 



l«MU ll du o i 



ising4heir r< ■>!« „• vide^quipmefK; 




sunny LA,#^s an underbelly/^-a-vi©len6^ere. 

4A 



JS: But your w*ff*F3w*ff!? European characte 
PM: In the early eighties ^MtfUi 
^jB^ha^LwouWAil^t^o, I asked them to get me a 

i remake the story of Heidi.' A^sriiy, as a kid I was *4* in# the Alps 



something in France when they asked 
chalet in the Alps 



to 



I wanted to be^ Swiss 



?I was really into 



t*MOVM4i|>, having grown up 




I whs totally into the boots, \ha^mksj the parkas— the whole deal. 
|0MU DM^Bp about HEIDI (1991). 

> i In* I 'ronch government declined. In the end, It»9BHftHia93E^HMSjMBB^HEID}~ 
ii mi'ik u^^^jsbi^fiiBslBeSy) and I talked aboutdoing something J n 
rllii'i Although the piece takes place in a Mjl^jsaaasa-ef a^wss -fnlrt. thorn it nlrn 
I Ailoloh 1 ,008 umillniHT, It's ^ a schizophrenic bj^g^. You have Mike on one side 

f[nimfk>lMP ■ — * 

I hull on the other side. I always viewed it as a split p ' mat . ^ c 
» I IU BOW project is also pretty 



aosed that we do a remake of 



^Y^p^fi^^^rfom years ago, Damon ^posed that wi 

'"Started working on bjliljlijig a big fiber glass 



<ii<:\ «[ the Carihhe 
it thai 



aouseboat we found. T, 



1 aniioiii a hi that Disney was going to do Pirates ofthe Caribbean starring Johnny 

^ m &UAS J 

pp ( yp|H) Wlil^JjSDDnjbEPt^diBgiaSfeti they stol&ggr idea. B«fctnppieei£ept 



ifji; II • 




beginning to envision domg -t be c a jggjfa 



n 



the museum of Munich came 
itiaMMMMM^NfCBRMd asked to show^t, -tuttbtkeyJiaddhpse enormous rooms. At the 



ii limi il»»iii i iiM ^otiv t f^ igc'tarhad begun working on which was a life size remake 
hi hiii hum i hr television show F Troop. It's called FORT FUCK (date)^ 



hi MUSI in bAgftffh was originally 



by Hitler to house 



hi ..I -In IhmlUPiHi' 



degenerate by the Nazis. 



\ 



PM: Bat^^^^fei^^-a pirate boat invasion tfcs**||^af connects to. 

STRAIGHT LINE FROM HITLER'S BERLIN TO WALT DISNEY'S DISNEYLAND 
(date?). It gets there by way ofjBavaria and Ludwig's Castle, t hr Yto l fl ' wPffrfl >Mreiate 
ISQQSiria^^dSiSSBSp the Eiffel Tower wa*esH»tawted, Las Vegas, and Disneyland-c^*" 

-■irrniiiiTniridllifrrftrlh"* Adolph Hitlerflvanted to build a straight road from Berlin to St. 
Petersburg, with a German village every jgjnmy kilometers i 

j JS: Speaking of roads, caffi^g sTafeib «agfflttr wagon train pi 

i tlig^a«derf^^^k of Hummers? ^ 
RM: (Laughs) Well, my original plan v tfr j wW BBh was to buy a piece of property in the 
California desert and'shuulnlhlj IVRKi^jriMMMlrfit. At one point I d^^trthat maybe I 




: point I d^^Bd-that maybe 
should build aM^gfltw«i^ili»i«fiiBH»*Aat my grandfather had a te^wagon in his living 
room on the mantle.-dslirlittle covered wagon thafe»^-UJgg»F». TfdwiMnwm made by 



prisoner^in Utah p iiobaMy in the 30s or 40s, IJ 




JS: But once 
PM: It's fully functional, 



it becomes l i im ^mme Smi actual 
a conventio 



—yfehas steel axles, bearings, and enfijjstbwg. The problem with^wse-wagmsa^h^^sjr^ 01 
are Actually sWbTS'er a My plan is to take themjj^" 

parade and then into the museum. aJs\^. / ffafMff^ 



JS: Would you say that your work has some relationship^ 
PM^Ia^jg&sgej I became^imJP^^jkiTj student from my dorm who considered hwH^rf" M 
a concrete poet. MSB, "Oh, what's that?" His 1 Ijflliiiii was to substitute the lassA-for-^ jJlAj^ 



artist 



action. *Ht..,,v,, 3> 

^^f^ tned to steal a steam shovel, drive it 
on campus, dig a hole, and bury SS^ dthp A - 

Poe^em geq uatedto^ objector ^ event ^ ahugeeffect 

JSj^poetry — p - „„ , <||f 

PM: When I went^the University jfiggg a vp , , 

m ""y a year or so later, 

J4 ****Stelia»fta» Yves Klein J^«^,_ 

_ 4^ ^ em -< Ha9? ^^ He said 

JQ*,MHpra from " " iinluwuir ji ,1 f 



Q, (laughs) 

~~^W found out ta Hein ' s teap had ■ ^to^i. 

JS: I'm curious. 

PM: My mother wanted to be an artist 



* "' S a fettle of rum. Bein«4fe»„ 

SSB,WSSi ^»^-^an dj! , Fllrinlci 

"" y ° U " 8er b «*' *>«> «ied of aieoholism ~X 
-A,, y ourfa. h erHreea,Udmw i n 8y o„ didofUmbtforehis ^^; 

' «^-/^«erne, pi n gW sson^^ h 

''"■''"'''ooulnfalueramihisson 

"""""S*— -^.^ 



ne worked seven days a week from 




seven morning until 



si 



seven • night. 



is job he was working a*^ He expected a^to work 



JS: What was his occupation? 
PM: Well, I4§ 



He worked in a grocery store. One of 
him in a 



■) My father was a butcher, 
my earliest dories of my father ism i»__ o . of 




